York, and San FranciscoJ The backdrop of the exhibition was, of course, the devastating fire bombing of Dresden by the Allies in World War II, and the subsequent consolidation of East Germany into a socialist state. In all candor, Manfred Bachmann, Director of the State Art Collections in Dresden, wrote in the accompanying catalogue that the Dresden collections were "in the hands of the working class" whose "socially-oriented policies... have created new museums in the framework of the reconstructed cultural centers of the city on the Elbe. "2 The Splendors of Dresden, as the exhibition was called, was heavily funded by the IBM Corporation and the National Endowment for the Arts, and was thus a victory for the champions of detente. Though Bachmann meant for the "reconstructed cultural centers" to point to the much-anticipated transformation of Dresden into a modernized city, he also referred to the attempt to rebuild the heavily-damaged Zwinger and Semper Galleries.
In fact, one of the purposes of the exhibition was to draw attention to the desires of both the East and West for a reenergized museum culture. For this reason, the exhibition was staged as part of the opening celebration of I.M. Pel's new East Wing of the National Gallery. To make the theme of renewal even stronger, the exhibition included a true-toscale reconstruction of the interior of one of Dresden's most noted exhibition spaces, the "Green Vault," a fortified, sixteenth-century treasure room where Dresden's former monarchical rulers housed the most precious pieces of their porcelain collection. In reality, the Green Vault, which had been heavily damaged during World War II, was not in use and the plans for its restoration were sketchy at best. It was therefore not without some degree of irony that the simulated version of what Dresdeners might very much have wanted to see restored was on display in a building that was far more expressive of modernist ideals than what was then being built in East Germany.
The East German curators who authored the catalogue availed themselves of this opportunity to construct within the framework of the show a condensed history lesson about the city of Dresden, a lesson designed as a play on the theme of the East-West exchange. Its articulation began with the first piece described in the catalogue in an essay by Joachim Menzhausen, director of the Green Vault: Bernard Bellotto's Dresden from tfie Right Bank of the Elbe, 1748 (Fig. 2 ). Painted, according to Menzhausen, in a "scientifically exact" manner, it shows the city before the "bombardment. "3 The bombardment to which the catalogue refers was, however, not that which took place in 1945, but rather the cannonade of 1 760 that took place during the Seven Years' War (1756) (1757) (1758) (1759) (1760) (1761) (1762) (1763) . This war, a world war in Its own right, involved all the major European powers and had even spilled over into India and the Americas. Though this paper cannot explore the history of this complicated war, suffice it to say that in 1760, Dresden experienced what local historians still call its "first destruction." To show the devastation, the East German curators pointed to another painting by Bellotto, his Kreuzkirche (Church of the Holy Cross, 1765) ( Menzhausen, the result of the second step of the Dialectic, namely the destruction of the Frauenkirche, had been planned as a permanent visual element in the urban landscape. One should "never lose sight of this apocalyptic picture of our city," read a socialist brochure published just after the war.^The ruins remained until the mid-1990s, when reconstruction of the Frauenkirche was begun. Until then, it was an anti-memorial to fascism and, by the 1970s, to the cruelty of the allied attack. view, a mere "romantic chinoisene" of buildings. 6 The use of these words by the director of the Green Vault to describe Dresden's much admired urban silhouette was particularly biting since socialists, one must recall, saw chinoiserie as a manifestation of the fetishized and alienated life-style of the upper classes. Dresden had been a world center for porcelain products, playful figurines, made in near-by Meissen; they were meant to be collected only (Figs. 3 & 4) . Indeed, Dresden's famous ruler, Augustus the Strong (1670-1733), had assembled a collection of over 24,000 pieces of Chinese and Japanese porcelain for his "Japanese Palace" (Fig. 5 ). Bellotto's Dresden from the Right Bank of the Elbe, seen in this context, thus shows us more than just a beautiful city. It is a painting of architecturally scaled chinoiserie, meaning that it was, in the final analysis, as Menzhausen notes, a "symbol for an end."' To flesh out the logic of Dresden's dialectically charged fate, Menzhausen hinted that the initial attack in 1760 was not unexpected, given that the city had become, in his In positing the fate of Dresden's destruction within the fabric of its monarchical history, the curators were generously deflecting attention from the question of the Allies' guilt for 40 /JARZOMBEK bombing Dresden. In exchange, the West would have to accept the proposition that Dresden's post-war socialist identity was not something imposed on it by the Russians, but was a logical and internal resolution of its fate. Its destruction was, in a sense, self-proclaimed. This meant that by going to the exhibition and walking through the space of the simulated "Green Vault," Westeners were, in essence, revisiting the pre-dialectical moment of Dresden's history.
But in the process of developing this piece of revisionist diplomacy, the exhibition designers laid an elegant trap for their Western audience, for chinoiserie had certainly not lost its potency. The Westerners, therefore, were unknowingly, taking in the sweet poison of the Vault's display, and, in admiring it, became unwittingly complicit in their own undoing.
The exhibition thus worked on two levels, one abstract and timeless, the other, real and in the "here and now." Both positioned the narrative of modernity and its "arrival" through the sliding gradations of a precisely calibrated spatio-temporal logic that moved not only between the Green Vault and the East Wing, but also between the tropes of death and destruction. It began with the lively little figurines that had once so effectively foreshadowed Dresden's doom but that now, dusted off, were harbingers of an even grander purpose, a purpose that could be easily disguised under the pretext of an East-West dialogue. The paintings by Bellotto that framed the entire operation, the "before" and the "after" images of the first instantiation of Dresden's Dialectic, were part of the coded prediction of the West's own demise and potential transcendence. Though the poison and the warning labels were in plain view, they could not be deciphered.
However, it was probably all a game which only the Eastern curators could really enjoy. But it was also, no doubt, mixed with sadness, as the Dresden curators, with deteriorating state funding, were neither able to rebuild their Vault to its former splendor nor build a new, modern museum similar to the East Wing. The Western exhibition viewers had both the funding and the building which was why the best that the East German curators could get out of their "Green Vault" was a trompe-l'oei/ of the historical Dialectic. 
